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FOREWORD 
"A film is the longest path between two points.• 
Robert Flaherty! 
My situation, as I am about to write this thesis, is 
similar to that of a person who intended to make a trip by 
train, arrives at the railroad station, visits the train he 
will take, studies the timetable and the guide book, and 
then discovers that what he saw and learned so far is 
satisfying enough, so he does not take the train, but rather 
stays in the station. 
This thesis was originally intended to be: "A Cross-
Culture and Cross-Period Content Analysis of the Motion 
Pictures." However, as I undertook the course of my study, 
I rapidly discovered that in order to get started on any 
aspect of it, I needed first to step back to many a basic 
element, and had to reconsider many points, arrange many 
concepts, and find answers to many a fundamental problem. 
Finally, this preliminary work - which was necessary - has 
been so considerable and I have attached so much importance 
to it that I realized there was enough material there for a 
thesis. 
1. I have not been able to retrace the origin of that quote; 
however, I am quite positive about its source (Flaherty), 
and its nature. 
A last remark: the cross-culture and cross-period 
aspects of the movies belong principally to the sciences of 
Psychology, Sociology and Anthropology; at least, most of 
the studies in that field have been made by authors who were 
qualified in some of those sciences, e.g. MOVIES: A 
PSYCHOLOGICAL STUDY, by M. Wolfenstein and N. Leites1 ; 
SOCIOLOGY OF FILMS: Studies and Documents, by J. P. Mayer2 ; 
HOLLYWOOD THE DREAM FACTORY: An Anthropologist Looks at the 
Movie-Makers, by H. Powdermaker. 3 
The authors of these three books, and almost all the 
books written on similar matters, have this in common: they 
are psychologists, sociologists or anthropologists who have 
been interested in movies by accident, i.e. in as much as 
the movies and some of their problems are related to the 
sciences that preoccupy them; M. Wolfenstein also wrote 
THE IMPACT OF A CHILDREN'S STORY ON MOTHERS AND CHILDRENf; 
J. P. Mayer also wrote POLITICAL THOUGHT IN FRANCE. 
To the contrary, I am not a psychologist, nor a 
sociologist, nor an anthropologist, but ~eply interested 
in movies and in anything pertaining to the movies: it is 
in as much as certain aspects of cinema beiong to the 
domains of Psychology, Sociology and Anthropology that I 
am interested in those sciences. 
1. The Free Press, Glencoe, Illinois, 1950, 316 PP• 
2. Faber and Faber Ltd., London 1946, 328 pp. 
3. Little, Brown & Co., Boston 1951, 342 PP• 
4. In "Monographs of the Society for Research in Child 
Development," Vol.XI, Ser.42, Washington,D.C.: National 
Research Council, 1946. 
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Robert Flaherty ironically stated once that "the film 
is the longest path between two points." I found out that 
it was also true of the studies on the matter of movies. 
But does it matter very much~ Don't all roads lead to Rome? 
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INTRODUCTION 
"The Public is Never Wrong" - Adolph Zukor. 
u.s.A. 
"The Public Gets the Movies ~hich it Deserves," 
P. Warlomont, Belgium. 
"Does the Public Know What
3
it Wanta~" J.P. 
le Harivel, England. 
Movies are dished up in every shape. Lenin said the 
cinema was for Russia the most important of the arts4 ; Pope 
Pius XII declared that "it is impossible to discover today 
a means of influence capable of exercising on the crowds 
a more decisive action than the cinema."4 Certain 
intellectuals despise cinema. "It's the comfort of the 
buttocks" (Georges Duhamel)5 ; "The movies are one of the 
bad habits that corrupted our century"6 (Ben Hecht); yet, 
others admire it: "· •• the first art form of outstanding 
1. THE PUBLIC IS NEVER WRONG, by Adolph Zukor and Dale 
Kramer. N.Y.: G. P. Putnam's Sons, 1953, 310 pp. 
2. Text of a bookmark in FACE AUX DEUX ECRANS by Paul 
Warlomont, Casterman-Tournai (Belgium), 1954, 272 PP• 
Note: The English translation is my own. 
3. Title of Chapter IV in FOCUS ON FILMS by J.P. le Harivel. 
Thrift Books, No. 17. Royston Pike, London, 1952. 90 PP• 
4. As quoted in French in: LE CINEMA, p. 1, Fetes et 
saisons, Paris, Dec- 1950, No. 56. 24 pp. The English 
translation is my own. 
5. I have not been able to retrace the origin of that 
quote; however, I am quite positive about its source. 
(G. Duhamel) and ita content. The English translation 
is my own. 
6. In page 436 of A CHILD OF THE CENTURY the autobiography 
of Ben Hecht - Paperbound Reprint Jd1*1on. Signet (The 
New American Library) 1955 - Original edition: Simon and 
Schuster, 1954. 
~portance to be born out of a mechanical invention"7 (Roger 
Manvell); "· •• the main means of getting acquaihted with 
the world"8 (Jean Gremillon); but is the film only an art 
form? No: for Sammy movies are principally " • • • a way of 
life that was paying dividends in America in the first half 
of the Twentieth Century,"9 and as it was said on a recent 
television drama, movies are "a piece of real estate, not 
a cathedral."10 Peter Baechlin, a Swiss film historian, 
found a conciliating formula: 
"In Capitalist Economy, a film, as an 
intellectua1 production, has all the 
required qualities of an art form, but 
it is necessarily a merchandise, owing 
to the various industrial and commer-
cial operations required by ifs pro-
duction and its consumption." ~ 
Movie audiences also are patterned in every shape: they 
are flattered: "The Public is never Wrong"1 and they are 
under-estimated in two ways: basely: "Never make an audience 
think,n12 or haughtily: "The Public gets the movies which it 
7. In: A SEAT AT THE CINEMA, as quoted by J.P. Le Harivel in 
page 9 of FOCUS ON FILMS, op. cit. 
8. In: CINEMA ET DOCUMENT, page 1 in CINE-CLUB, No. 4, Jan.-
Feb. 1951, Federation francaise des cine-clubs, Paris. 
The English translation is my own. 
9. Those are the last lines of: WHAT MAKES SAMMY RUN? by 
Budd Schulberg, p. 288 in the Bantam Book paperbound re-
print of the original Random House, Inc.,N.Y.publication 
in 1941. 
10. I am quoting as faithfully as possible from a line of a 
recent TV drama: THE FILM-MAKER, Goodyear Playhouse, 
July 1, 1956. NBC. 
11. Page 9 in: HISTOIRE ECONOMIQUE DU CINEMA, by Peter 
Baechlin, translated from the German by Muller-Strauss, 
La Nouvelle Edition, Paris, 1947. 205 pp. The English 
translation is my own. 
12. Title of an article published some years ago in an issue 
of POST magazine. I have not been able to retrace the 
number in question nor the name of the author. 
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2 deserves" ; some simply ask: "Does the public know what it 
wants'?"3 
As a matter of fact, cinema is all that and a lot more. 
Even if it does not always think, it exists: Descartes was 
.wrong - but then, perhaps, movies are not comp~etely human 
either. 
Basically, movies are three main things: a merchandise, 
an art form, and, as a form of mass entertainment, it is a 
social phenomenon; and the possible subjects of studies on 
the matter of the movies pertain to those three main aspects; 
movies and their problems have been studied by economists, 
by aesthetes and artists, by historians and by psychologists, 
sociologists, anthropologists, etc. 
It is also as an economist, as an aesthete and artist, 
as an historian, and as a psychologist, a sociologist, an 
anthropologist, etc. that one may do cross-period and cross-
culture studies in any field whatsoever. The book:CHILD-
HOOD IN CONTEMPORARY CULTURES13 is a good illustration of 
that; it contains studies on all the aspects we have so far 
mentioned. 
While the cross-period study is interested in the 
evolution of society and the individuals in time: years, 
periods, epochs are studied and compared, the cross-culture 
study is interested in the evolution of society and the 
individuals in space: societies, cultures are studied and 
13. Edited by M. Mead and M. Wolfenstein, The University of 
Chicago Press, 1955. 473 pp. 
compared. Both cross-period and cross-culture studies deal 
with the evolution of society and the individuals in both 
time and space. ~n this respect they belong to the domain 
of History. 
It is because movies are not only an art form of time 
and space, but also a phenomenon of time and space that 
they are part of History. Together with everything that 
entertains many people, everything involved in arts, 
economics, psychology or sociology, every day and in every 
country, culture, movies contribute in writing History. It 
is in that sense that they pertain to the interest of cross-
period and cross-culture studies. 
The fundamental element of cross-period and cross-
culture studies is comparison: in the matter of movies, 
comparisons may deal with two main elements: the production -
and the product, i.e., the films, and the consumption -
and the consumer, i.e., the public. 
We will study later on all the possible aspects that 
those two subjects may have. But first, we will look at 
some problems that can and do occur even before the choice 
of a subject is considered. Some of these problems proceed 
from the characteristics and essence of the studies them-
selves, in our case, cross-period and cross-culture studies; 
the other problems proceed from the characteristics and 
essence of their subject and object, in our case the motion 
pictures. 
4 
I will not insist on the problems related to the 
essence of cross-period and cross-culture studies. Such 
problems directly pertain to the laws and principles of the 
scientific methods of research, and that would lead us too 
far in a field which has already been quite thoroughly ex-
plored. 
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CHAPTER I 
~ PROBLEMS IN COMPARING MOTION PICTURES 
ACCORDING TO THEIR TYPES 
Introduction 
We previously stated that the fundamental element of 
cross-period and cross-culture studies in any matter, and 
in the matter of movies, in any aspect of it, is the com-
parison. In cross-culture studies, movies and audience of 
different cultures are compared; in cross-period studies, 
movies and audiences of different periods are compared; in 
cross-culture ~ cross-period studies a group of cultures 
and a group of periods are chosen: within each culture, 
movies and audiences of the different periods are compared; 
within each period, movies and audiences of the different 
cultures are compared. 
However, in order to compare movies of different 
cultures or periods, one must previously have studied and 
analyzed those movies. In this regard, there are three 
kinds of problems in doing such a cross-period and cross-
culture study: problems in the study of the films; problems 
in comparing the films; problems in comparing the motion 
picture productions of different periods and different cul-
tures. 
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In a study of motion pictures the first rule is that 
one needs to compare a considerable amount of movies, and 
in order to compare them adequately, as to their themes, as 
to the characters in them, or as to any other element of 
their content, these films have to be seen, studied, analysed. 
That is, if one wants to do something scientifically valu-
able. 
It is quite easy to imagine how much time it must have 
taken to see, study and analyse the films that the authors 
of MOVIES: A PSYCHOLOGICAL STUDyl had sampled for the pur-
poses of their study. It is mainly on that matter of "time" -
and also because of the impossibility of seeing the already 
small amount of films to study and analyse that, for the 
purposes of my study, I had originally decided to study 
and compare some other factor than the themes or the char-
acters. I had thought of classifying the films according 
to their types, their "genres," and then, of comparing in 
this respect each period and each culture. 
The Comparison of Films E.z Types 
A comparison of the types of films from culture to cul-
ture and from period to period, can be itself very interest-
ing. One can learn what types of films are produced or are 
popular in a given country, or in a given period, rather 
than in another. Of course, it is easy to state off-hand 
that Westerns and musicals are exclusive products of 
1. £1?.• cit. 
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Hollywood, that love-and-death legends, e.g. ORPHEUS, BEAUTY 
AND THE BEAST, THE DEVIL 1 S ENVOYS, are strictly French, and 
that the "neo-realistic" films are an exclusive product of 
the Italian cinema. On the other hand, many types are com-
mon to !!1 the countries: the war films, the love stories, 
etc. are found in all the producing countries. For these 
types, then, it seems interesting to compare the products 
of different countries and cultures. 
From a cross-periodical point of view it is the same 
thing: certain types are relevant of certain periods, e.g., 
in the silent era there was quite a fad for the fi1ms about 
woman suffrage: A DAY IN THE LIFE OF A SUFFRAGETTE, A 
:MILITANT SUFFRAGETTE, OH! YOU SUFFRAGETTE, are only a few 
of the titles of the many films released around 1910 on that 
topic, which is today completely unutilized. 
On the other hand, certain types seem to be immortal: 
the Western and the war films are only two examples of 
imperishable cinematographic types. But even if a type 
remains through the years, doesn't it change in some way1 
If so, then what is its evolution1 
The Classification of Films in Types 
There are many possible classifications of the types 
of films, which can be found in various catalogues or in 
books. However, it is amazing how these classifications 
all differ to some extent. This is due simply because they 
all have been organized for different purposes, each from 
8 
a particular point of view. Since the purpose I had was 
particular, too, I thus organized my own classification~ 
using~ of course~ what I have been able to find in other 
studies or volumes on this matter of the classification of 
films in types. 
As Andre Vallet writes, in LES GENRES DU CINEMA, "Like 
the literary works, films are divided in types according to 
the common characteristics that they present."2 THE THIRD 
MAN is a "thriller," LOUISIANA STORY is a "documentary 
film." These types, of course, are not absolutely fixed, 
i.e., "the rules which govern their structuration~ their 
style, vary according to the circu~tances,"2 just as the 
literary types do: there is almost a2 common measure between 
a routine ROY ROGERS movie, and SHANE~ even though they 
both are ~esterns." 
"The classification of films into determined types is 
necessarily factitious in a way. The notion of •type" is 
an abstraction. The same film generally offers multiple 
characteristics which allow it to connect to many types~: 
THE THIRD MAN is also a "psychological drama"; LOUISIANA 
STORY is also a "poem.• 
This point is also brought up by Henri Agel: 
"Nothing seems more arbitrary, at first 
sight, than to classify films into types, 
beside five or six very definite cate-
gories. We might even state that it is 
the poorest films that, by that fact, may 
2. Andre Vallet: LES GENRES DU CINEMA, P• 3. Film et 
Jeunesse, St.Etienne, France, 1953. 32 pp. The English 
translation is my own. 
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easily be classified and catalogued into 
a type • • • The great classics often 
participate to many types (THE CHILDHOOD 
OF MAXIM GORKI), or transcend any aesthetic 
category (LA GRANDE ILLUSION, HALLELUJAH).n3 
As Vallet states, "The rules in classifying intellectual 
works in multiple types are not determined by arbitrary nor 
traditional conventions. Finally, it is the quality of the 
impressions provoked by an intellectual work that allows 
us to classify it." (Because of that, a classification of 
films into types cannot be purely objective, and this is 
probably the reason why all the classifications already 
established in thl$ field all differ to some extent.) 
"And it is probably to the old theory 
of the literary faculties that we should 
refer to in order to determine the 
cinematographic types; intelligence, 
imagination, sensibility ••• with the 
slight difference that if literature is 
contemplation, cinema is participation: 
the spectator, carried away in a new 
world, lives with his heroes. Conse-
quently, it is the whole category of 
man's attitudes which will provide the 4 frames for a classification of the types." 
In this form of approach, movies are classified accord-
ing to the particular human desires, drives, needs or plain 
instincts that they attend to satisfy in the spectator. 
For example, desires to know, or to learn, are satisfied by 
the factual films, or also, by any serious fictional film; 
desires to suffer and to be scared may be relieved with 
3. H. Agel: PRECIS D1 INITIATION AU 
L'Ecole, Paris, 1956. 373 pp. 
translation is my own. 
4. Vallet: LES GENRES ••• , P• 5. 
CINEMA, Lea Editions de 
p. 167. The English 
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"thrillers," mystery, suspense and horror films; a desire 
for activity and excitement can be satisfied by any adven-
ture film; desires for luxury and spectacular are contented 
by the musicals and the historical films, desires to laugh 
by all sorts of comedies and desires for romance, love, 
glamour, erotism and sex find their way in the wide range 
of love films, etc. 
Another way of classifying types would be to situate 
the motion pictures in their historical context: one could 
do so by going back to the beginnings of the cinema, and, 
in ascending the course of its histpry, you retrace through 
the years and the countries, through the technical advance-
ments and the historical events, the birth and development 
of every ngenre." 
A third possible classification is one which proceeds 
from the motion pictures themselves. In fact, this way of 
classifying the films consists in trying to put all the 
films into drawers with labels on, acco:rding to their com-
mon characteristics. 
A. Classification of the types of Motion Pictures 
I. From ! technical point of !.!.!!. 
The first division is of a purely technical order and 
pertains to the films materially only. In this order, 
films may be divided into: silent or talking; black-and-
white or in color-technicolor, Easbmancolor, etc; with re-
gard to the screen dimension techniques: regular, 3-D, 
ll 
cinemascope, Cinerama, etc.; or according to their length 
or footage: nor.mal, i.e. 80 or 100 minutes, over 100 minutes, 
under 80 minutes. 
All that is not properly in the domain of the typS':l of 
movies. But to a certain extent, the types of movies have 
been affected by technical conditions or devices: the 
musicals exist and have developed mainly because of the dis-
covery of the sound film; and it is today impossible to 
imagine a historical film which would not be in color and 
in cinemascope. 
II. From the point of view of the film itself 
a. What makes ~ ~? 
Now we finally get to the major question: how to define 
a "type"f What are the factors which classify a film in one 
"genre" rather than in another? 
A first element is the subjec~, or the material used 
by the author(s); e.g., a biography, a comic situation, a 
war story, etc. 
Another element is the structure in which the subject 
has been treated, that, mainly by the director of the film 
and also, the other people involved in the making of the 
film. To a certain extent the director of a film orientates 
the subject according to a certain effect he wants to 
achieve, according to his tastes, aspirations and personality -
if he has any. 
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"In that manner ALEXANDER NEVSKY relates 
a war episode, but Eisenstein gave it 
the dimensions of an Epic. The story 
of Joan of Arc provided to the Danish 
Carl T. Dreyer the material for a psy-
choloe;ical drama { IlA PASSION DE JEANNE 
D'ARC), and to Victor Fleming the 
material for a vast popular fresco.•5 
The story of how five criminals plan and execute a 
meticulous robbery and what happens to each of them after-
wards has given three films {ASPHALT JUNGLE, RIFIFI, THE 
KILLING), adapted from three different novels, produced at 
different times {1951, 1954, 1956}, in different countries 
(u.s.A., France, u.s.A.} - but which have many common de-
nominators, besides the subject itself, te.: the same mani-
fest content: crime-does-not-pay; the same implicit content: 
a certain philosophy of nihilism; same picturesque and quite 
deep psychological studies of each criminal; the same high-
voltage suspense; the same unhappy end, etc. Such resem-
blances, however, are coincidental and quite relative when 
you place each of these films side by side with the other 
films of their respective authors: John Huston, Jules 
Dassin, Stanly Kubrick, e.g. THE RED BADGE OF COURAGE, also 
directed by Huston, NAKED CITY, also directed by Dassin, 
and KILLER'S KISS, also directed by KUbrick, are three films 
which look as much alike as THE INFORMER and the MA AND PA 
KETTLE series do. On the other hand, you can find deeper 
similarities which are constant, if you compare each of 
5. Vallet: LES GENRES ••• P• 5. 
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those films to the other films of each of the three 
directors, e.g.: 
ASPHALT JUNGLE is the big brother of THE MALTESE FALCON, 
WE liERE STRANGERS, THE TREASURE OF SIERRA MADRE, and the 
kid brother of THE RED BADGE OF COURAGE, THE AFRICAN QUEEN, 
BEAT THE DEVIL and MOBY DICK. 
RIFIFI is in the same relation to Jules Dassin's other 
important films, notably: BRUTE FORCE, NAKED CITY, THIEVES' 
HIGHWAY and NIGHT AND THE CITY. 
As for Stanly Kubrick who made only three films so far, 
it is hard to generalize, but the similarities between his 
KILLING and KILLER'S KISS are quite noticeable. 
An analysis of these works of Huston, Dassin and even 
the only three films of Kubrick, would reveal, I am posi-
tive, some constant elements which, I suppose, are due to 
the tastes, aspirations and personalities of these three 
directors, and these same constant elements would not 
necessarily be found in all three of them, even though they 
happened to adapt and direct three films which look alike; 
we would find that Huston, Dassin and Kubrick are going in 
three different directions, using three different vehicles 
on three different roads that happened to overlap at a cer-
tain moment and point of each's cinematographic journey. 
The above digression was not needless; it reveals two 
very important points: 
a. The manifest content of a subject is not all what 
:one should study in a motion picture. 
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b. The formal aspect of a film, i.e. its structure and 
its style, are as important as the subject itself. 
a. The manifest content of a film is not everything. 
A film tells a story, and this story has an implicit 
meaning, whether it chooses or not. This meaning, or "sense", 
may happen to be some sort of "message" on any kind of 
topic; but even if a film has a first meaning - that of its 
story, it may very well happen not to have the pretension of 
meaning anything else, without being, for that, a mediocre 
film. 
Some other films have the pretension or the intention 
to say or transmit a "message,u which can be of all sorts, 
more or less clear, and its enunciation can be done in more 
than one way; films with such a "message" can be of any type. 
That part of the content of a film, however, is explicit 
most of the time, and it could be considered as part of the 
manifest content, if it were not for the films that only 
have the meaning of the story they tell. 
Even if we assume that the intentions are part of the 
non-manifest content of the subject of a motion picture, the 
non-manifest content of the subject of a movie may be com-
posed of something other than intentions. 
There is a problem which one is very likely to run 
against in trying to classify films according to type, and 
that, very often, happens even with the very definite cate-
gories, e.g. the Western, the war films, the thrillers, etc. 
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Here are some illustrations: 
The category is Western and we have put in it all the 
series of Roy Rogers, Hopalong Cassidy and all, but we 
eventually happen to run across some motion pictures that 
have all the characteristics - subject and form - of such a 
type, but that we just can't possibly place beside the 
"others": e.g., STAGECOACH, THE OX-BOW INCIDENT, SHANE, MY 
DARLING CLEMENTINE, and quite a few others. 
War films: is there a common measure between a routine 
-
war film - or a bad war film - and others like ALL QUIET ON 
THE WESTERN FRONT, A WALK IN THE SUN, LA GRANDE ILLUSION, 
etc.'! 
Thrillers: on one hand there is the lot of "B" thrillers 
but on the other, thrillers that have a message or something 
more than thrills: CROSSFIRE was a thriller, but also a film 
on racial prejudice; THE THIRD MAN was a thriller, but also 
a psychological drama with many social and moral repercussions; 
SHADOW OF A DOUBT is not only the story of a merry-widow 
murderer, it is also the story of a child who bitterly dis-
covers the falseness of the world. 
Love films: is there a common measure between LOVE IS A 
MANY-SPLENDORED THING and MARTY or BRIEF ENCOUNTER'! 
What is more, that problem does not only pertain tb the 
fictional film but to any kind of film, even the documentary 
films: there is "something" in R. Flaherty's NANOOK OF THE 
NORTH or A. Sucksdorff 1 s THE GREAT ADVENTURE which is absent 
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from Walt Disney's THE ALASKAN ESKUMD and NATURE'S HALF ACRE. 
The importance of the above problem depends upon what 
one wants to measure in a comparative study of types: 
In a quantitative study, for example: one that would 
compare the proportional amounts of certain types of films 
produced in different countries, or at different times in 
the same country, one may and does not have to take that 
problem into consideration, e.g., at the beginning of his 
book on the content of motion pictures, 6 Edgar Dale compared 
the numbers and percentages of the types of pictures of 3 
periods: 1920, 1925 and 1930, and found out, for instance, 
that 44.6% of the movies in 1920 were love films, 32.~ in 
1925, and 29.6% in 1930. For such a quantitative comparison, 
Dale did-·not have to study the implicit - or non-manifest -
content of the films. 
On the other hand, in a qualitative study, for example, 
one of the evolution of the Westerns in the u.s.A. from 
1943 to 1953, or, in a comparative study of the content of 
the American and the British war films, one would have to 
analyse the implicit - or, non-manifest - content of the 
films to study, and therefore, take our problem into con-
sideration. That is why I insist on the aspects of such a 
problem. 
But what can we do about it? Shall we decide that the 
6. Page 17 in THE CONTENT OF MOTION PICTURES, by Edgar Dale, 
N. Y. The Macmillan Company, 1935. 
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classification of films in types is not feasible? Shall we 
empty all the drawers and decide that films cannot be cor-
. 
rectly labeled? No: We simply have to design a new chest 
with new drawers, ie. new criteria of classification, which 
will pertain, this time, to the inner dimensions - or 
"degree of significance" - of the motion pictures. 
We previously said that a motion picture first has a 
meaning by the story it tells, e.g., THE BICYCLE THIEF tells 
the story of an employed man who, after having at last found 
a job, is reduced again to distress after someone steals his 
bicycle; he finally attempts to steal a bicycle, too. All 
the films have this first degree of significance. 
The second degree of significance may be attained by 
the" psychological value of a film. It is in that sense that 
in THE BICYCLE THIEF, the presence of Antonio's son and the 
psychological authenticity of these two characters add to 
the film a second dimension, one of psychological value -
of human relationships qua individual participants. 
The third degree of significance of a film pertains to 
its value on the social level. THE BICYCLE THIEF contains a 
study of the insecure situation of the worker's class in 
Post-War Italy. From that point of view the film is also a 
social drama, and better, a social document. 
Possibly the fourth and last degree of significance is 
on the level of values: ethical, philosophical, or meta-
physical. "A film may signify a conception of life and the 
world. The universe of THE BICYCLE THIEF, in spite of its 
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sadness, is open on hope and charity. We then have a ~ilm 
7 
with ideas, a philosophical film.n THE BICYCLE THIEF is 
more than the story of a worker looking for his bicycle, 
more than the psychological study of a ~ather-son relation-
ship, more than a social drama on Post-War Italy, it is a 
tragedy that has as its theme the solitude of man in society. 
The penetration through those ~our degree o~ inner 
.. 
dimensions is the mark of the ''great"subjects, and we will 
see later on that THE BICYCLE THIEF is not the only one of 
its kind: in fact, all the types contain many an example of 
"multi-dimensional" films. But even that is not enough to 
make a masterpiece: we feel that two other conditions are 
also required: 
i. first, the starting point of the subject of a ~ilm 
must be built on true, genuine foundations; 
ii. second, the subject must be matched with a con-
venient structure, somet~mes the only structure suitable to 
such a subject. 
i. Indeed the subject o~ a ~ilm may have psychological, 
social or philosophical dimensions, or all 3 of them, and 
yet the fiLm is not good, because the subject's foundations 
are not true, are not genuine. A good example of this is 
Jean Cocteau's ORPHEUS. This ~ilm contains elements that 
touch on the dimensions we established, but the philosophy 
behind it is empty, is false, 8 and that is enough to make a 
7. Vallet: LES GENRES •• • , p. 5. 
8. Aa brilliantly demonstrated by Gerard Pratley, in THE 
CULT OF THE UNINTELLIGIBLE, p. 302 etc. in THE QUARTERLY 
OF FILM, RADIO AND TELEVISION, Univ.o~ Cali~ornia Press 
Berkeley and Los Angeles, Vol. VIII, Spring 1954, No. 3: 
19 
film collapse. 
ii. More, the subject of a film may be built on true, 
genuine foundations and have more than one dimension; it may 
even be a philosophical subject, and yet the film is a 
failure, because the subject has not been matched with the 
best form suitable to it. The subject of the French film 
DIEU A BESOIN DES HOMMES (GOD NEEDS MEN), was true and 
genuine, and you can easily find in it interesting psycho-
logical, social, moral and philosophical dimensions. But it 
so happened that the director of the film, Jean Delannoy, 
had too much care for complicated stylized camera movements 
and shots, which would have been of value with another sub-
ject, but which should have been strictly, completely avoided 
in this case where, on the contrary, the subject demanded the 
most rigorous simplicity of style. 9 
Does all this mean that in order to.be "great" a film 
must have all those qualities? Perhaps, the great master-
pieces, yes. The good films, no. A good film does not even 
have to contain more than the only dimension provided by the 
story it tells, e.g., LILI, THE QUIET MAN, etc. But that, on 
the condition that it is built on true foundations, and, 
once more, that the subject be matched to a form most suited 
to it. 
9. Cf. pp. 62-69 in LE CINEMA ET LE SACRE, by H. Agel and A. 
Ayffre. Editions du Cerf, Paris 1953, 142 pp. 
cf. also: pp. 134-142 in DIEU AU CINEMA, by A. Ayffre, 
Privat, Paris 1953, 210 pp. 
20 
b. Importance of the formal aspect of ~ film. 
In quest of a producer of his BICYCLE THIEF, Vittorio 
de Sica eventually knocked at the door of Hollywood, where a 
producer got interested in the idea and would have been 
willing to finance the production of the picture on the con-
dition that the part of the unemployed man would be played 
by Cary Grant. It is relatively easy to imagine what a 
totally different film THE BICYCLE THIEF would have been, 
and that would have been caused by a mere formal detail, a 
detail absolutely external to the subject of the film. Thus 
one cannot always evaluate the nature of a film only accord-
ing to the indication of the subject or according to the 
screenplay alone. In order to be adequately understood and 
analysed, a film must be taken in its entirety, studied at 
one and the same time in the overall and also in the remotest 
details. 
From the point of view of the formal aspect of the 
films there is, first, a division as to the "kind" of movie 
it is: comedy, drama, tragedy, melodrama and epic seem to be 
the possible shapes that the subject of a film can take. 
But there is more to it: a similar subject can be used as 
the material for two films which may both be dramas, for 
instance, but do not have any common element, on account of 
a question of style, e.g.: HIGH NOON and THE GUNFIGHTER. 
As a cons~quence, our classification as to the formal 
aspect of the movies will have two main divisions: the 
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structure itself, and the style. 
B. Classification 
As we previously stated, the two factors that indicate 
the "genre" of a film are its subject matter and the 
structure it was given. 
a. The Subject. 
to: 
The subject matter of a film may be dealt with according 
i. its origin; 
ii. its explicit, or manifest, content; 
iii. its implicit, or non-manifest, content. 
i. The Origin of the Subject 
It can be an original screenplay that may have found 
its sources from actual facts, e.g. CALL NORTHSIDE 777, or 
be some product of the imagination, e.g. LILI. 
It can be the adaptation of: a tale, a folk tale or a 
legend, e.g., BEAUTY AND THE BEAST; a short story, e.g., 
THE KILLERS; a novel, e.g. FROM HERE TO ETERNITY; a theatre 
play, e.g. THE LITTLE FOXES; an opera, e.g. MADAME BUTTERFLY; 
a stage musical, e.g. THE KING AND I; a stage review, e.g. 
HELLZAPOP:PIN; a TV play, e.g. MARTY. 
It can also be the "remake" of a foreign film, e.g. 
"M 11 (Germany, 1932) and "M" (u.s.A. 1952), or a native film: 
A STAR IS BORN, 1937 and 1954. 
22 
ii. The Explicit Part of the Subject - ££ Manifest Content 
Here we will first distinguish between the films of ~act, 
and the films of ~iction. We will not insist on the films of 
~act. Here is their main divisions, however: documentary 
films; newsreel, record and magazine films; travel ~ilms; 
instructional films; any speci~ic interest films - ranging 
from nature films to industrial films, etc. 
As ~or the ~ilms of fiction, here are their main sources, 
types and elements: 
Adventure and Action 
The adventure-and-action films include many types: the 
main ones are the "science-fiction" films; the adventure 
~ilms in distant lands; pirate films; period "cloak and 
dagger" films; and these 3 main categories: the "Western," 
the "War" film, and the "crime, gangster and detective" ~ilms. 
Love and Romance 
--__ __..;;._ 
Love and romance films are usually divided according to 
the time of action. We thus have "romance in costumes" and 
"romance to-day." 
Another division could be based on the possible factors, 
aspects and problems of love as presented in the movies, 
e.g., the triangle; the divorce; duty against love; war 
against love; religion against love, etc. 
Films based on sex and erotism are a by-product o~ love 
23 
Five Serious Genres 
...........---
Under this section we would place the more serious types 
of fictional films, like: 
the occupational and milieu films; 
the social films; 
the religious films; 
the historical films; 
the biographical films. 
Other Genres: 
Musicals; 
Animal films; 
Children films; 
Horror films. 
The above classification is imperfect and incomplete, 
for the simple reason that, as we previously said, it is 
factitious and arbitrary to place a film in a definite cate-
gory, since most of the motion pictures participate in more 
than one type; for instance, there are elements of love in 
almost all the films. 
Thus it is useful, when comparing films according to 
their types, to be able to refer to other standpoints of 
comparison. The second standpoint of reference, as far as 
the subject of a film is concerned, is its implicit part. 
iii. The Implicit Part of the Subject 
We already divided the non-manifest content of a film 
into: 
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(a) its intentions 
(b) its inner dimensions - or, degrees of significance. 
(a) The Intentions 
The intentions, or ideas, of a film may be philosophical; 
for instance, the movie THE WAGES OF FEAR imply that life is 
absurd; or, films may have a social and socializing message, 
e.g. PINKY, GENTLEMaN'S AGREEMENT; similarly, some films have 
a moral and moralizing message, e.g. THE NEXT VOICE YOU HEAR. 
In another order, some films present a p~blem, but no 
solution to it, e.g. TRIAL, while some films present both a 
problem and the solution to it, e.g. BOYS TOWN. 
There is, here, a last category, for the "Propaganda" 
films. 
(b) The Inner Dimensions, - or degrees of significance of a 
film. 
We already discussed this matter quite extensively: a 
film can only have the meaning of the story it tells, or it 
can have more than that meaning; its dimensions, then, can 
be of 3 orders: psychological, social and metaphysical (or 
ethical, or philosophical). 
As an illustration, I will apply that classification to 
some types of films. 
Some ••thrillers n can only have the meaning of the story · 
they tell, e.g. THE BIG SLEEP; some can be classified as 
"psychological thrillers," e.g. LAURA; some go as far as 
being "social thrillers," e.g. CROSSFIRE; finally, some 
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"thrillerstt have attained a fourth dimension: their subjects 
are on the ethical or philosophical level, e.g. SHADOW OF A 
DOUBT. 
WESTERNS: "Psychological" Westerns, e.g. SHANE; "Social" 
Westerns, e.g. THE OX BOW INCIDENT; "Etbicll or philosophical" 
Westerns, e.g. STAGECOACH, HIGH NOON. 
WAR films: "Psychological" war films, e.g. BATTLEGROUND; 
"Social" war films, e.g. ABOVE AND BEYOND; "Metaphysical or 
ethical" war films, e.g. ALL QUIET ON Tf!E WESTERN FRONT, LA 
GRANDE ILLUSION. 
b. The formal aspect of ~ film 
As we previously established, we will distinguish between: 
i. the 5 main kinds of films; 
ii. the style of a film. 
Before we go on, however, we will disting~ish between 
the first two possible kinds of films, as far as their for-
mal aspect is concerned: the flphotographedn film and the 
"animated cartoonn film. We should also mention a special 
kind of film: the 11short story" film, e.g. 0 1 HENRY 1S FULL 
HOUSE, films composed of two or more films within the same 
film. 
i. We already stated the main possible structures of films 
as being: 
{a) the comedy; 
{b) the tragedy; 
{c) the drama; 
(d) the melodrama; 
(e) the epic. 
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(a} The Comedy 
It is hardly possible to establish a definite classifica-
tion of all the types of comic films; for instance, there are 
all sorts of "burlesque" movies, and even the "non-burlesque" 
movies sometimes contain some elements of burlesque. The 
same thing goes for satires, slapstick movies, comedies of 
manners, etc. In this respect, the followinglist is one of 
the elements and sources of the comedies rather than one of 
clear-cut types. 
Movie comedies can be: 
a. burlesque film; 
a vaudeville film; 
a slapstick film; 
a comedy of manners; 
a satire; 
a musical comedy; 
a grim humor film. 
(b) !!'!! Tragedy 
Movie tragedies can be divided into two types: one type 
is in the tradition of the Greek tragedy, e.g. MOURNING 
BECOMES ELECTRA; the other type could be described as being 
the integration of the Greek tragedy in the co-ordinates of 
reality, e.g. A STREETCAR NAMED DESIRE, THE BICYCLE THIEF. 
In THE.SET-UP, a prizefighter (Prometheus) is opposed 
to a powerful gang whose power overcomes him. 
(c)~ Drama 
"The drama relies on a precise and deter-
mined context which itself is part of the 
drama: the "situations," war, misery, 
social status, create the dramatic tension. 
If you take them away, the drama disappears 
• • • 
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In that sense, the drama is closer to 
us than the tragedy is, because it is 
allied to the everyday. It does not 
have the hau~~8Y and solemn dignity of 
the tragedy. 
Drama, in that sense, can also be defined as an 
emotional conflict; e.g. BRIEF ENCOUNTER, MILDRED PIERCE, THE 
LOST WEEKEND. 
(d) The Melodrama 
For H. Agel, the melodrama is a missed tragedy: "In as 
much as it ignores the humble everyday realities, the com-
plexity of the human beings and of the situations, the melo-
drama realizes a sort of simplification which would relate it 
to the tragedy; what makes the difference is that the simpli-
fication of the tragedy is imposing • • • It is not a mere 
simplification, but an enlargement of the human. On the 
contrary, the melodrama's simplification is capable of nothing 
but to impoverish, to cheapen reality ••• The protagonists 
are loaded with cliches instead of poetry. In tl;'ying to 
raise itself above the everyday life, the melodrama overdoes 
and involuntarily caricatures the characters and the situ-
ations"11: e.g. THE WELL DIGGER'S DAUGHTER, SO BIG, MAGNIFI• 
CENT OBSESSION. 
(e) The Epic 
The factors that constitute an epic film are not only 
10. A. Vallet: LES GENRES ••• p. 27. 
11. P. 185-186 in H. Agel: PRECIS D1 INITIATION AU CINEMA 
{op. cit.) 
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factors pertaining to the subject of such a type: a film is 
an epic film not only because of its subject, but also be-
cause of its structure. 
Agel writes that the main difference between the tragedy 
and the epic lies in the fact that in the tragedy the hero 
is defeated by the powers he tries to fight, in the epic the 
12 hero defeats these powers, e.g. ALEXANDER NEVSKY, some war 
films, all the Westerns. 
ii. The Treatment - ~ Style 
So much for the possible main structures of a film. We 
shall add, however, that here again such a classification is 
very often arbitrary since most of the films participate 
sometimes in more than one structure: e.g. there are elements 
of comedy, drama and meiodrama in THE BEST YEARS OF OUR LIVES; 
and there are elements of tragedy in most of the Chaplin 
movies. 
The second part of the formal aspect of a film is its 
treatment, ita style. Some films have a similar subject and 
a similar structure; however, they may differ because of 
their styles; e.g. RIFIFI, THE KILLING, ASPHALT JUNGLE. 
A treatment or a style can be realistic or non-realistiQ. 
The realism of a film can be objective, ie. very factual, 
actual (THE PHOENIX CITY STORY, ASPHALT JUNGLE). 
Even if any form of realism is subjective, there are 
12. Idem, p. 172. 
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some definite forms of subjective realism: what we see is 
real, but it has been distorted or manipulated in some way 
by the makers of the film. 
There is the poetic realism, e.g. Renoir's THE RIVER, 
LOUISIANA STORY, ON THE WATERFRONT, RIFIFI. 
There is also a school of somewhat "sordid realism," 
e.g. THE KILLING, THE WAGES OF FEAR. 
The non-realistic films include, of course, the animated 
cartoons, but they also include some normally photographed 
films. Here we find the surrealistic films, also known as 
11 avant-garde" films: e.g. ORPHEUS, UN CHIEN ANDALOU. Here 
we also find the irrealistic films: films with elements of 
fantastic or fantasy, e.g. PORTRAIT OF JENNI~, and the poetic 
films, e.g. WHITE MANE, MARIA CANDELARIA, BEAUTY AND THE BEAST. 
C. Conclusions 
As we already have said, a film may be built on true, 
genuine, authentic foundations, or it may not. Secondly, 
the subject of a film may have been allied to a convenient 
structure - and sometimes, to the only structure suitable to 
it - and it may not. 
Those two factors compose the ultimate criterion in 
classifying a film: is it authentic, or is it unauthentic? 
Is it true or is it false? 
Of course this last judgment is quite subjective, e.g. 
some people believe in the authenticity of ORPHEUS, but I 
don't. Some people don'P believe in the authenticity of 
~0 
LIMELIGHT, but I do. 
Yet even if it does rely upon a subjective judgment, 
sometimes it is the only way of classifying a film adequately, 
and in comparing films according to their types. The first 
condition in order to achieve an adequate comparison is that 
the films have previously been adequately classified. 
However, this ultimate criterion is not the only other 
criterion besides the ones that take care of the subject of 
a film and its formal aspect: there are also what we call 
the inner dimensions of the subject of a film - or degrees 
of significance, and the various structures a film may have. 
Those .two factors are not subjective: they are inherent to 
the film, and their importance can never be minimized. 
They allow us to distinguish, within the same type of films, 
between films that are actually different from each other, 
(c.f. the illustrations of that as for the Westerns, the 
war films, and the thrillers) and they allow us to place a 
film in a more precise category (e.g. ALEXANDER NEVSKY will 
be an epic, not only a war story and THE BICYCLE THIEF a 
tragedy, not only a social drama). 
That is not only a question of "purism" or a question 
of being fair to the films. Would I be accused of "purism" 
if I hesitated in classifying Melville's MOBY DICK simply 
as a sea story or WAR AND PEACE as a historical novel, 
putting the former aside with routine sea stories and the 
latter aside with THE AFFAIRS OF CAROLINE CHERIE, which is 
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also a historical novel? It is not because people eat pop 
corn while they watch a movie that the movie they watch 
should be reduced to the level of an intellectual nullity. 
I have seen people eating pop corn while watching THE 
BICYCLE THIEF, yet its importance and validity as a statement 
of life remains inherent in the film itself. 
Incidentally I have partly reached that point in doing 
my cross-culture and cross-period study on motion pictures. 
In a sort of digression I will now give some of the conclu-
sions I have been able to draw out of the data I had collected. 
As L will explain later on, the countries I undertook to 
study were England, France and u.s.A., and th~ periods: War, 
Immediate Post-War, and After-War. The sampling of the 
films bas been based on their importance or quality accord-· 
ing to the critics, awards, annual "polls," for each country 
and each period, as found in magazines, almanacs and books 
on the subject jf 
From the cross-cultural point of view, the main conclu-
sion was that each country, at some time or in all times, 
produces some types of films which seem to be their 
"specialty," e.g. the Western, the historical film, the 
"musical" and the "animal" film, in the u.s.A., the "love-
and-death" legend and the pessimistic "realist drama" in 
France and the comedy of manners in England. 
Another conclusion is that of the th~ee countries, the 
u.s. is the least limited, as far as the range of types is 
~!c • f. APPEND EX. 
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concerned. If it is relatively simple to classify the 
French or English motion pictures into a few types it is not 
so with the American films: they are of all types. 
A third conclusion is that some types are found in the 
three countries: comedies, war films, psychological dramas, 
love films, etc. At this point a comparative study of these 
types also needs to be qualitative, i.e. analytic, in order 
to distinguish within a type what is common to more than one 
culture, between the various films that enter such a type. 
For instance, what are the differences and the similarities 
between French, American and British war films? 
From the cross-periodical point of view, the main con-
clusion was that the presence of war bad bad qui t.e an in-
fluence on the production of the three countries - except 
for France, which was occupied by the Germans and could not 
freely produce the films it would have liked or wanted to 
produce. Otherwise, as in England and in the u.s., the 
advent of War caused the production of many ttwar" films, or 
at least, films dealing with war problems or with war as a 
background, while in inmediate post-War, very few "warn 
films were released in the United States, practically none 
in England, but quite a few in liberated France. In after-
War there is a war films renewal both in the United States 
and in England, especially in the United States, but none in 
France. 
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A second conclusion is that while the American and the 
French films do not seem to change the trends of their types, 
the British pictures do; while their wartime production is 
practically entirely composed of war films, with very few 
comedies and very few psychological dramas, the British post-
war and after-war films mainly consist of comedies and psy-
chological dramas. 
Here again, a comparative study may not be too compli-
cated if it does not go into the content of the films; com-
paring the quantity of types in different periods is relative-
ly simple once one has a large enough sample, but - and this 
is problem number 2 - if one takes a separate type and wants 
to compare this type as it exists at different times or in 
different countries, one has to see, study and analyse the 
films belonging to such a type in order to classify them 
adequately, i.e. according to both their explicit and implicit 
content, and also according to their structure and style. 
c. ! Third Problem 
In comparing films between cultures or periods, or even 
only between the films of a same type, a third problem may 
arise: the production of a film is not all; after a film is 
produced it is distributed and it is seen by the public. 
Some films are successful, i.e. popular, and some are not; 
the scale ranges from box office tops to box office flops. 
Hence, the new question I want to raise is this one: assuming 
that the films one has compared had previously been classified 
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-adequately, is their comparison, by that mere fact, absolutely 
significant of the motion picture production of a period, a 
culture? The motion picture production, yes, but it would 
not be necessarily so of the motion picture situation of that 
period, that culture, because in many respects a study of the 
motion picture situation would have to consider a,lso the tastes 
and habits of the public. It is in this regard that the 
popularity or unpopularity of a film is an important element 
to consider. 
Here is an illustration that will throw some light on 
that question. Let us say that we are comparing the films 
of different cultures that deal with mob behavior. England 
has not produced any film dealing with that theme, France has 
produced very few, but the United States has produced many of 
them, the best examples of which are THE OX BOW INCIDENT, 
THE BIG CARNIVAL, FOURTEEN HOURS, etc. Can one conclude that 
the United States is practically the only country that dares 
produce movies which depict quite severely a mob behavior? 
yes, the facts are there. But how valid is my conclusion if 
I then discover that those three films were quite unpopular -
i.e. box office flops? 
Two other problems may also occur if, during a cross-
culture and cross-period study, one takes into consideration 
the popularity of a film, not only in the country where it 
was produced, but also in all the countries where it is shown. 
For instance, one is likely to compare the popularity of 
the same film in different countries. It is a very valuable 
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way of judging the differences between cultures. For in-
stance, we will see in another chapter that while DAVID AND 
BATHSHEBA was a box office success in the United States, but 
a flop in England, LIMELIGHT was a flop in the United States, 
but a big success in France. The problem here is that some-
times a film, produced and released at a certain time in a 
country, is released at a much later time in other countries, 
with, as a result, a different popularity. Wouldn't that 
time lapse be a factor in the differences of popularity of 
a film between two cu·ltures? For instance, many of the films 
produced in America during the war were not shown in Europe 
~~ 
until after the war," with a popularity or an unpopularity 
not only due to the differences in the American and European 
mentalities, but also, partly, they were seen at a time when 
any mentality had changed during the past year; the same 
films, shown at the same time in America and in Europe, 
would probably have had a similar popularity or unpopularity. 
The picture A WALK IN THE SUN, released in the United States 
in 1946, with not much popularity, was not shown until 1952 
in Europe, where it was quite a success. Did that happen 
only because of differences between the mentalities of the 
American and European publics, or also because the 1946 pub-
lies, in general, were not interested in war pictures, while 
in 1952 they were? 
A second problem, in that matter, is brought up by the 
~~Cf. LE CINEMA PENDANT LAGUERRE, by Georges Sadoul, 
Editions Denoel, Paris, 526 pp., p. 171. 
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fact that the United States occupies a very unique position, 
as far as the popularity of films from other countries is 
concerned. It is no secret indeed that the American movies 
constitute in most of all the countries where motion pictures 
are consumed sometimes as much as 50% of the films in distri-
bution, while the films in distribution in America, generally 
speaking, consist only of American movies. Then one is very 
likely to find, in lists of the most popular films in a 
foreign country, besides the "native" films and some others 1 
quite a considerable amount of American films 1 while in the 
United. States, foreign f,ilm.s are usually not widely shown, 
and thus, are not likely to be found as popular films. As 
a matter of fact in the list of the "all-time top money 
films• in America, as published in "Variety,~ only one of 
these first 150 "all-time money films" is of a foreign origin 
(MOULIN ROUGE) • 
*Pages 84 and 88 in Variety, Vol. 201, No. 5, New York~ 
Jan. 4 1 1956. 
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CHAPTER II 
PROBLEMS IN COMPARING FILMS OF DIFFERENT PERIODS 
AND CULTURES ACCORDING TO A PRECISE FACTOR 
Introduction 
Assuming that we have adequately classified an adequate 
amount of films into types, or that we are dealing with 
themes or any other comparable aspect of the movies, and that 
we are now going to compare those elements in a cross-culture 
or in a cross-period study, the normal method, from then on, 
is to choose a factor which will determine our periods, any 
variable factor - the one I had chosen was World War II. So, 
when we are about to compare the films of our pre-established 
periods (I had chosen War, Immediate Post-War, and After-War), 
we will inevitably compare them according to the factor in 
question, and we will be likely to conclude that the differ-
ences found between the films of the given periods were due 
to the factor in question. The same thing occurs with a 
cross-culture study. We choose a factor - the same, of 
course, for all the countries (I had chosen United States, 
England and France), and we expect that the differences we 
may find between the films of the given countries are due to 
differences in this factor's place in these cultures, since 
it is supposed to be the same for all the cultures. This is 
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a doubtful conclusion because in relation with cross-culture 
studies, the established factor can hardly be the very same 
for all the countries. In relation with cross-period studies 
the established factor can hardly be the only one that 
changed from period to period. In other words: too many 
different and important factors develop, appear or disappear -
factors that help shape the production of motion pictures. 
In consequence it is impossible to do a cross-culture or a 
cross-period study on the content of motion pictures accord-
ing to a precise factor. 
The factor I had chosen for the purposes of my cross-
culture and cross-period study of the motion pictures seemed 
to be excellent: World War II. 
The three countries I had chosen, United States, England 
and France, had been involved in World War II - each country 
had fought. 
As for my cross-period study, World War II seemed to be 
an excellent factor too: what event better than a six-year 
war to have an unusual and important effect on a country and 
its people and therefore on the motion picture production 
and its audiences1 I had then chosen three periods, War, 
Immediate Post-War and After-War. 
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War ~ ~ Standpoint of Comparison in ~ Cross-Culture Study 
Even in the United States, England and France not all 
have been involved in World War II; the situation was differ-
ent in each country: 
The United States was fighting, but not at home. 
England was fighting and their home was a battlefield. 
France was fighting. France was a battlefield and 
France was also occupied by the Germans. 
War had an influence on each of those countries, then, 
but a ~ different one for each country. 
facilities ~ differently touched: 
Hollywood studios stayed the same. 
The production 
Some of the British studios were used for war purposes. 
French studios stayed the same, but French movie makers 
were not free. 
The different changes in each country's production can 
be clearly shown by some figures {f-: 
Comparatively, 527 films were produced in the United 
States in 1939, 430 films in 1944, thus giving a 
proportion of about 4 to 5. 
Comparatively, 75 films were produced in France in 1939, 
only 17 films in 1948, thus giving a proportion of 
about 1 to 4. 
Comparatively, 90 films were made in England in 1939, only 
39 in 1944, thus giving a proportion of about 2 to 
* Page 6 in Sadoul: LE CINEMA PENDANT LA GUERRE, .2E.• Git. --· 
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The product itself, i.e. the films, !!! ~differently 
affected. War, inevitably, was going to influence the pro-
duction of the films themselves: in both England and in the 
United States, war became a familiar topic in the movies. 
However, there are many types and kinds of "war" films, and 
an analysis of the American and the British "war" films would 
perhaps point out many a dissimilar aspect between the two. 
In a study of the British film during the War, a British 
producer, Michael Balcon, writes: 
It is, I think, in the English character 
as well as the American character to do best the 
realistic type of film. Because we were much 
more involved in the European tragedy our cre-
ative technicians benefited from a stimulus 
denied to their American confreres 6,000 miles 
away; the British film gained and the American 
film lost. If a British film lacked at times 
the technical perfection of an American film 
{e.g. TARGET FOR TONIGHT), it was substituted 
and over-balanced by its human impact on an 
audience. If an American film (other than some 
of their admirable on-the-fact documentaries) 
attempted to re-create the present conflict, 
it failed to do so convincingly, because of 
Hollywood's remoteness from the conflict ••• * 
Thirdly, the publics were differently affected. 
Probably partly because of the similar factor of war 
but very different reactions war created upon the American 
and the English movie audiences, the public's movie taste 
and habits were different in each of those two countries. 
*Michael Balcon: THE BRITISH FILM DURING THE WAR, pp. 66-73 
in THE PENGUIN FILM REVIEW, edited by Baxter, Manvell and 
Wollenberg, 1946, Vol. 1. Penguin Books, London, 1946. 
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According to R. Manvell, the war-time British cinema 
audiences were very much attracted to serious war films of 
the type of NINE MEN, WE DIVE AT DAWN, etc.: 
The new serious public of Britain did not 
forsake their old enjoyment of the entertain-
ment patterns devised by film-makers in a 
peaceful Hollywood, but they were prepared also 
to play their part in creating a new British 
cinema born out of the ashes of the old. Be-
cause they had themselves to acquire a certain 
emotional maturity to bear the deprivations and 
self-adjustments of war-time, they made the new 
and more mature British cinema successful by 
their support at the box-office at a time when 
production costs were rising and making a wide 
and popular patronage essential.~~ 
In the United States, the public favor went mostly to 
comedies, melodramas and epic-adventure films, and very few 
of those dealt with World War II. Out of the list of the 
first 150 rtall-time top money films".;!--:~in America, 23 films 
had been produced and released during the war years. Out of 
those 23 films, 13 were comedies, including 11 "musicals": 
THIS IS THE ARMY 
BLUE SKIES 
MEET ME IN ST. LOUIS 
YANI{EE DOODLE DANDY 
ANCHORS AWAY 
ROAD TO UTOPIA 
TILL THE CLOUDS ROLL BY 
~~- P. 82 in TWENTY YEARS OF BRITISH FILM, 1925-1945, by M. 
Balcon, E. Lindgren, F. Hardy, R. Manvell. The Falcon 
Press, 1947, illus., 96 pp. 
~H}Variety, .2£• cit. p. 84 and p. 88. 
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STAGE DOOR CANTEEN 
HOLLYWOOD CANTEEN 
STATE FAIR 
THE DOLLY SISTERS 
and 2 "romance" comedies: 
THRILL OF A ROMANCE 
WEEKEND AT THE WALDORF 
5 were melodramas, including 2 love melodramas: 
SINCE YOU vVENT AWAY 
RANDOM HARVEST 
and 3 religious melodramas: 
GOING MY WAY 
THE BELLS OF ST. MARY'S 
THE SONG OF BERNADETTE 
5 were epic-adventure f'ilms, including 3 "war" f'ilrns, 
one of which took place in the Spanish civil war: 
FOR WHOM THE BELL TOLLS, 
one that took place in England during World War II: 
MRS. MINIVER 
one on United States at war: 
30 SECONDS OVER TOKYO 
1 "Western" based on sex: 
THE OUTLAW 
1 "distant land" adventure f'ilm: 
REAP THE vVILD WIND. 
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Here again, if we compare those data on the American 
public's taste during the war with Manvell 1 s report of the 
British public's taste at the same time, can we possibly 
conclude that such a difference is due only to a difference 
of mentality~ Or isn't it also because each public was dif-
ferently affected by war1 
War ~ ~ Standpoint of Comparison in a Cross-Period Studx 
The impossibility of comparing the productions of 
different periods according to a precise factor is even 
greater simply because too many other factors change, appear 
or disappear from period to period. 
For instance, how much of the differences be~Teen the 
1943 and the 1953 American films is due to war, and how much 
is due to the advent of television, or to many other factors 
or events'? 
It is possible to notice differences in trends in the 
American motion pictures between now and 1940 (for instance, 
the disappearance of comedies of the type of MR. DEEDS GOES 
TO TOWN, CHRISTMAS IN .nJLY, THE GREAT MCGINTY, SULLIVAN'S 
TRAVELS), but it is very hard to conclude that such a change 
or a disappearance is due to a given factor. 
~ Factors that Shape ~ Film 
I will finish the study of that problem by giving a list 
of the possible factors that indirectly or directly make the 
American film as it is. I would like to show that there are 
many factors, and that they all evolve in time. Even the 
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most immovable factors: the nature of the medium, and the 
nature of the public, change, in a way. 
The essence of the cinematographic medium has always 
been the same, but some new technical devices have modified 
it all along its history: the advent of the sound track, 
followed by the advent of color, and now we have these new 
screen-technical devices - cinemascope, cinerama, etc. 
The essence of the public is sensibly constant, since 
the culture of a society does not change abruptly. Yet, new 
audiences are formed with new generations. Motion picture 
tastes and habits are developed along with new trends in the 
ways of life. 
Most of the factors that make the films what they are 
are constantly unstable. However, they can be rather in-
direct, such as changes in political governments, important 
events, like war, or important socio-political incidents, 
like the McCarthy affair. Furthermore, they can be indirect 
but mediate, e.g. factors of pressure: 
The Motion Picture Association of America (formerly 
the Hays Office, now the Johnston Office) with its Production 
Code, has been a very influential factor on the content of 
the American motion pictures. However, from time to time, 
the M.P.A.A. has broadened its views and it is now possible 
to produce pictures that would not have been approved ten 
years ago. 
What is more, the Hollywood companies feel freer ·than 
before towards the M.P.A.A. United Artists recently withdrew 
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from the M.P.A.A. on account of THE MAN WITH THE GOLDF:N ARM, 
and yet the finm was distributed all over the country, which 
would probably not have happened some years ago. 
The Board of Censorship, in each state, is also an 
important factor of pressure upon the distribution of pic-
tures, and it is also a factor which changes: within the last 
ten years, some illustrious trials about controversial films 
(THE MIRACLE, LA RONDE, MISS JULIE) seem to have changed the 
situation on that matter. 
The Legion of Decency is a third important factor that 
influences the content of the motion pictures. Film-makers 
try to avoid making films which would be condemned by the 
Legion. Contrary to the first two factors of pressure, 
however, the Legion of Decency does not seem to have altered 
very much in its principles. 
A fourth factor of pressure on Hollywood bas been the 
illustrious trials of 1947, which ended up with the indict-
ment of 10 movie personalities, plus the blacklisting of 
some 200 others. It is plausible that this incident still 
has some consequential effects on the content of the motion 
pictures. 
A second indirect but mediate factor is the trends in 
the novels, the stage plays and even the TV plays - at least 
the most successful ones. A best-seller, a successful Broad-
way play or an outstanding television play are very likely 
to some day become a motion picture. Since the trends of 
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these creations are likely to be changing, their influence 
is not without importance on the content of the movies. 
So is the influence of foreign motion pictures. Some 
of them have been widely distributed, e.g. BITTER RICE, OPEN 
CITY, DIABOLIQUE). Even if they have not, many Hollywood 
personalities may have seen them and may have been influenced 
by a specific type, e.g. the Italian "nee-realistic" dramas, 
or the British comedies, etc. 
The main indirect, but mediate factor of indluence is 
surely competition, such as competition within the same 
medium, i.e. among the big companies, and also between the 
big companies and the small independent ones, whose power is 
constantly increasing, also competition brought up by other 
media of entertainment, mainly by television; and this is 
tied up with the economic condition of the country, the 
capital available and distributed. 
The last factor here is the one brought up by the suc-
cess of a film. It has happened very often so far and it 
will again: when a new film is a success it is very likely 
to be exploited; thus SITTING PRETTY gave birth to the MR. 
BELVEDERE series, and that is one example. 
The last category of factors - the ones that affect the 
films directly, is constituted by the people making the movies: 
old faces disappearing, new ones appearing. 
The day Dore Schary took L. B. Mayer's place at MGM 
he provoked the infusion of new blood in the movie industry: 
the films coming out of the MGM studios since 1951 may have 
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been influenced by the new technical devices, by the power 
of television and many other factors. They have also been 
influenced by the presence of·Schary at the head of the studio • 
Every year new producers, directors, or screen play-
wrights are discovered, or some old ones disappear. Frank 
Capra has practically stopped making pictures; Preston 
Sturges and Jules Dassin are now working in France, Robert 
Siodmak went back to Germany, etc. Since the beginning of 
the war till today new faces have started making pictures. 
The importance of names such as Huston, Kazan, Zinneman, etc. 
could not be over-rated. If the motion pictures have 
changed, it is due in a great part to the ones who write, 
direct and produce them. 
Those are what we assume to be the main possible factors 
that contribute in shaping the American cinema. Since they 
all change in time, or in space, sometimes in both, we think 
that it is hardly possible to do a cross-culture and cross-
period study on motion pictures and build conclusions accord-
ing to any precise factor. Of course it is not obligatory 
to choose such a factor; then a cross-culture and cross-
period study is a feasible project. 
Our next step, then, will be to study the possible sub-
jects of cross-period and cross-culture studies on the motion 
pictures. 
48 
CHAPTER III 
SOME POSSIBLE SUBJECTS OF CROSS-CULTURE AND CROSS-PERIOD 
STUDIES ON MOTION PICTURES 
The subjects and objects of cross-period and cross-
culture studies on motion pictures can be divided in two 
aspects: first, the production, with all its various facets, 
the main one being the product itself - the films; second, 
the consumption and the consumers, i.e. the public: its 
habits, tastes, etc. 
Studies on the Production 
..;;.._ _____ -- --
Regardless of the subject, there are two possible ap-
proaches to the study of the production of the movies: 
quantitative and qualitative. 
Quantitative Studies 
Many an aspect of the production of a country on a 
period can be quantitatively analysed; for instance, one can 
compare: 
the number of films produced 
the number of exported and imported films. 
Studies on the product itself can also be quantitative. 
As we previously said, for instance, one can compare the 
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types of motion pictures produced. Edgar Dale did such a 
study in 1935. He compared the types of 1500 movies that 
had been produced in 1920, in 1925 and in 1930, in Hollywood 
and found out, for example, that 
there was an increase in the per cent 
of 1930 pictures over 1920 pictures in the follow-
ing categories: comedy, crime, sex, mystery, 
history, and travel, while there was a decrease, 
in love, children and social propaganda. The most 
marked change was in love, which fell from 44.6 
per cent in 1920 to 29.6 in 1930.* 
Qualitative Studies 
Any aspect of the production of motion pictures can be 
qualitatively analysed and compared. 
One can compare any facet of the economical aspects of 
the motion picture industry: in his economical history of 
the cinema;•~}Peter Baechlin studied and compared the evolu-
tions of the American, French and German movie industries 
through the years, and found out, among other things, that 
if the American systems differed a lot on the whole from the 
German and the French systems, in some specific aspects the 
situations, proportionally, were similar in the three coun-
tries. 
One could also compare systems of production, studio 
facilities, working conditions, etc. 
Another interesting aspect would be a study of the 
"star systems" through the years and through the cultures. 
~~ Page 21 in Dale: CONTENT OF MOTION PICTURES, ££• cit. 
~H•P. Baechlin, HISTOIRE ECONOMIQUE DU CINEMA, ~· cit. 
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Still another facet for study would be the various means 
of publicity: newspaper ads, magazine ads, theatre posters, 
publicity releases, preview trailers. This last item has 
been the subject of an interesting experiment in Brussels, 
Belgium, where an "Art House" showed a program uniquely com-
posed of preview-trailers from 3 different countries: United 
States, England and France in order to show their contrasting 
styles.".;:. 
One could also compare systems of distribution, systems 
of billing, systems of re-releases, etc. 
Another very interesting aspect to compare would be the 
systems of censorship; how they change through the years, 
• .H .. ~~ 
within a country;"and how they vary through the cultures and 
the countries. Not only the systems could be studied, but 
also the principles, the criteria of censorship, etc. 
As for the films themselves, the main subjects for com-
parative studies seem to be: 
their titles 
their content: it can be a study of some 
manifest themes as found in the motion pictures of 
different countries, as illustrated by M. Wolfenstein 
and N. Lei tes in MOVIES: A PSYCHOLOGICAL STUDY • .;HH:· 
~*' In CAHIERS DU CI'.NEiv1A, No. 12, May 1952, 146 Champs 
Elysees, Paris. p. 50 • 
~H~ Such a study can be found in: FREEDmi OF THE MOVIES, by 
Ruth A. Inglis, The University of Chicago Press, Chicago, 
1947, 241 PP• 
,,~,J~ 0 • t ~'-~" !!l2.· ~· 
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It can be a study of the characters presented in the 
films: a French critic did a sort of cross-period study of 
the trends in the characteristics of the French movie heroine• 
from 1945 to 1953, and concluded that the same types are 
found, invariably, from year to year, with a growing tendency 
in the later years {1952 and 1953) towards a certain degrad-
ing erotism in the French movie heroine.-:~ 
It can also be, for a specific type of film, a study of 
how such a type is handled.through the years - or through 
the cultures. 
In this kind of study all the types,of course,can be 
studied and compared. Here are some examples of what has 
already been done: 
The "religious" films have been the subject of both 
cross-period and cross-culture studies in at least four books 
published in France within the last five years, ~HI-with the 
similar general conclusions of a division of the "religious" 
films into three or four types, each belonging to a country 
or two: first, the historico-biblical film, found mostly in 
Italy and in u.s.A.; second, the "religiosoap-operatt film, 
found in France and in u.s.A.; third, a "folk" type of 
J.~ DESHABILLAGE D1UNE PETITE BOURGEOISE SENTIMENTALE, by 
Jacques Doniol-Valcroze, pp. 1-14 in CAHIERS DU CINEMA, 
No. 31, Tome VI, Jan. 1954. 
-!Ht- (a) A. Ayffre: DIEU AU CINEMA, .2£• cit. {b) H. Agel and A. 
Ayffre: LE CINEMAET LE SACRE, !?.£• crt. (c) H. Agel: LE 
PRETRE A L 1ECRAN - Tequi, Paris, 19~ 122 pp. (d) Ch.Ford, 
LE CINEMA AU SERVICE DE LA FOI, Plon, Paris. 
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"religious" film, found in u.s.A. and in Sweden; fourth, 
the spiritual drama, found in Denmark, France and Italy. 
The American "gangster" movies have been the subject 
of a cross-period study by two young French critics who seem 
to conclude that the genuine American "gangster" film is 
repetitious and overly moral by now, after having formed and 
shaped its style during the war, and after having reached 
its zenith in the years 1946-1948.* 
In her study of the image of child in the movies of 
.H.~\. four different countries,"" M. Wolfenstein points out that 
in the Italian film, the child is often given the role of a 
saviour, in the French film the child is usually disappointed 
by the world he discovers, in the American film, the child 
is usually in search of a uhero,n while in the British film, 
the child wonders if the grownups are really worth the trou-
ble of understanding them. 
A thorough cross-period study of the 11Westernsn was 
,,...~,.-~ 
done in France by J. c. Rienpeyront and A. Bazin.""" The 
authors seem to conclude, after their history of the "genre," 
that there is a trend nowadays in the Western toward bei~~ 
a psychological drama rather than an epic, as it was in the 
old days. 
~} PANORAMA DU FILM NOIR AMERICAIN ( 1941 ... 1953) by R. Borde 
and E. Chaumeton, Paris: Les Editions de Minuit, 1955. 
279 pp. 
·:H:- Martha Wolfenstein: THE IMAGE OF CHILD IN CONTEMPORARY 
FIIJ.1S, PP. :2:".:..'2'~~, Hi CHILDHOOD IN CONTEMPORARY CULTURES, 
edited by M. Mead and M. Violfenstein, The University of 
Chicago Press 1955. 473 PP• 
-1HH!- LE WESTERN OU LE CI1TEMA AMERICAIN PAR EXCELLENCE by J .L. 
Rieupeyrout and A. Bazin, les editions du Cerf, Paris, 
1953. 185 PP• 
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Those are only a few examples of what has already been 
done on the topic of the study of a type between periods and 
between cultures. 
I would like to suggest here what seems to me bo be the 
ideal subject for cross-culture and cross-period studies of 
the motion pictures 1 at least as far as their contents are 
concerned. 
It happens very often that a same theme is the object 
of a film in many cultures: all the countries have produced 
some "war" films 1 etc. In this respect the study by Wolfen-
stein and Leites has exploited many common themes: love# 
relationships parents-children, crime-justice, etc. 
The study I have in mind would not only deal with the 
theme# but even with the subject matter of a film and would 
use for that purpose the phenomenon of "re-makett as the key 
tool of my work: many films have been made in a country and 
"re-madeu later in another one. The result is two, or more, 
films based on an identical story., s ometimes on the same 
screenplay., but made in different countries. The very best 
example is the three cinematographic adaptations that have 
been made out of James Cain 1 s THE POSTMAN ALWAYS RI~GS TNICE, 
first in France in 1939., as LE DERNIER TOURNANT, second, re-
made in Italy, in 1942 as OSSESSIONE, finally re-~e-made in 
u.s.A. in 1946 as THE POSTMAN ALWAYS RINGS '1'\VICE. Here is 
an identical subject, and what is better, we know its exact 
source. A study of the original novel and what has been 
made out of it in three countries with each a different 
54 
culture, would be, if not very conclusive, since there would 
be only one example, at least indicative in some way of 
cultural variations. 
If this is a unique example, there are, on the other 
hand, many films which have been made in two different coun-
tries; here is a list of some of these films: 
British films, re-made in U.S.A.: GASLIGHT, THE MAN WHO 
KNE''IV TOO MUCH 
French films, re-made in U.s .A.: LA BETE HUMAnm, which 
became HIDIIAN DESIRE; LE JOUR SE LEVE, which 
became THE LONG NIGHT; LE CORBEAU, which became 
THE THIRTEENTH LETTER; PEPE-LE-MOKO, which was 
re-made twice in the u.s., first as ALGIERS, 
then as CASBAH, etc. 
German film,, re-made in u.s.A.: "M" 
French film, re-made in England: LES PARENTS TERRIBLES, 
which became INTI1~TE RELATIONS. 
I believe that a careful analysis of such films, both 
the original and the re-make would point out some differences 
due, partly, to the differences of mentality between the 
country where the film was originally produced and the coun-
try where it was re-made. 
Another quasi-ideal source of comparison between cul-
tures, in that sense, would be a study of the various treat-
ments given to the popular or "international" subjects such 
as Robinson Crusoe, Joan of Arc, Robin Hood, the Three 
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Musketeers, in different countries. Many of these subjects 
have been made into movies in more than one country, and, 
I suppose, with different treatments. 
Finally, I would like to point out a third source of 
comparison on that same matter: one that would deal with the 
films of a same screen playwright or film director who worked, 
temporarily or permanently, in more than one country. For 
instance, J. Duvivier, Rene Clair, Jean Renoir have worked in 
France and in the United States; Fritz Lang, Robert Siodmak 
have worked in Germany and in the United States; Hitchcock 
worked in England and in the United States; Jules Dassin and 
Preston Sturges, who started their career in the United 
States are now in France. Many of those directors, especially 
Clair, Renoir, Hitchcock, Dassin, Lang and Sturges, are con-
sidered as very brilliant and "personal" directors. 
They leave a personal mark on all their films. Then if 
one would study and analyse the films they have made in a 
country, and the ones they have made in another country, one 
might find out resemblances due to their authors, but also, 
differences due partly to the fact that those films were 
produced in one country rather than in another. 
Similar studies can also be made on a cross-period 
level: many films have been re-made in the same country, 
especially in the United States, at different times; e.g. 
AN AMERICAN TRAGEDY, in 1931, and A PLACE IN THE SUN in 1951; 
l~GNIFICKNT OBSESSION in 1935, and in 1954; A STAR IS BORN, 
in 1937, and in 1954, etc. What are the differences between 
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those films based on an identical subject and made in the 
same country'? Of course one would find some "technical" 
differences, but wouldn't one also find some differences due, 
partly, to the evolution of a culture, a way of life? 
Before we look at the possible approaches to the studies 
on the public, I would like to point out another possible, 
but more difficult study on the content of the films, one that 
would analyse and compare their various levels: e.g. their 
intellectual level, their artistic level, their moral level, 
their psychological level, etc. 
Studies ££ the Public 
Here again there are the same two possible approaches: 
quantitative and qualitative. Quantitative studies on the 
public of different cultures or periods can be done on: 
the trattendance" data: what is the proportion of the 
people who go to the movies between today and 
1946 in America? 
What are the proportions of the French and the 
American populations that attend the movies 
regularly? 
the frequency of cinema going; 
the other "mass median habits; 
breakdowns of the audiences - their sex, their age, their 
social status, their educational level, their 
profession, etc. 
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Qualitative Studies ~ the Public 
Publics' habits, and also publics' tastes may and do 
differ: 
"DAVID AND BATHSHEBA is making more money 
in America than any film in the history 
of this company but is failing miserably 
in Britain. NO HIGHWAY was a big success 
in Britain. But here ye can't give it 
away. It 1 s baffling." 
Similarly, LIMELIGHT, which was not a box-office success 
in America2 was the third top grossing motion picture in 
France for 1953.3 
One might object that the above examples would not 
prove anything if, for instance, it was discovered that the 
reason for DAVID AND BATHSHEBA's failure in Britain and 
LIMELIGHT's unpopularity in the United States is simply due 
to a lack of publicity or some other reason exterior to the 
public themselves. This may be correct. In any case there 
is a difference between the tastes and interpretations of 
the publics of different cultures, in regard to the motion 
pictures, and to demonstrate this point, here is one of the 
best illustrations possible: 
The Roman Catholic Church has instituted in most coun-
tries a group of official organizations whose only purposes 
1. Darryl Zanuck, as reported by Logan Gourlay in "The 
Sunday Express.n I am borrowing that reference fran J.P. 
le Harivel: Focus on Films, ££• cit., P• 22. 
2. At least LIMELIGHT~oes not appear-in the 1952 nor the 
1953 reports, based on exact data, of the top grossing 
motion pictures as published at the end of each year by 
the MOTION PICTURE HERALD. 
3. As reported by H. Agel, in Le ~inema, ~· cit., p. 25, 
who himself found that figure in a French Trade magazine: 
Le ~ Francais, Fall 1953. 
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are to review and rate movies on their moral content. I 
suppose that one would expect, since these organizations are 
all officially relevant of the Roman Catholic Church, and 
since they all have the identical purpose, i.e. to review 
and rate movies on their moral content, that the same films 
would get the same rates, regardless of whether the reviewing 
and the rating was done in America or in France, for instance. 
It is not necessarily so, and this to quite an extent. 
For instance, the Legion of Decency in the United States and 
the Centrale Catholique de Cinema in France, do not always 
give the same moral rating to the same films. I would not 
call attention to this if the divergences of ratings, when 
they occur, were of very slight differences, but very often 
they are not. A film classified "morally unobjectionable for 
adults" by the Legion of Decency may be condemned in France 
(DR. JEKYLL AND MR. HYDE ) • l 
Similarly, a film classified ttpour Tous,n i.e. unob-
jectionable for all, in France, may be condemned by the Legion. 
(LES GUEUX AU PARADIS: HOBOES IN PARADISE). GERMANY YEAR 
ZERO, LETTRES DE MON MOULIN (LETTERS FROM MY WINDMILL) were 
rated "Pour Adultes" in France, but were condemned by the 
Legion of Decency. THE MOON IS BLUE, condemned here, was 
not in France. 
1. The data pertaining to the moral ratings of the films I 
will be quoting all come from within ~he Legion of 
Decency's weekly publication or from the Centrale Catho-
lique de Cinema's annual repertories. 
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This illustration is a good indication that people of 
different cultures think differently on the matter of movies, 
and that this is mainly due to the cultures they belong to. 
It would then be very interesting to do a cross-culture 
study on the movie audiences and find out: 
- what brings people to the movie houses? 
on what factors they base their choice of the 
pictures they see. 
what they look for in a movie. 
- what do the publics like, what do they dislike? 
- how much are they influenced by the films they see? 
Any kind of movie habit or behavior could be studied 
and some side-aspects of them too, e.g.: 
a study of the content of the movie fan magazines; 
a study of the specialized movie magazines; 
a study of the critiques and reviews published in the 
daily newspapers; in the general interest 
magazines or periodicals, 
etc. 
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CONCLUSIONS 
I have attempted to point out, define and explain certain 
problems in the feasibility of cross-culture and cross-period 
studies on motion pictures; that is to say, the problems one 
runs across in trying to do such a study. 
The first problem pertained to the comparison of films 
by types: to the question "What makes a type?" we answered 
that both manifest and non-manifest parts of the subject and 
both the structure and the style in the formal aspect of a 
film constitute the type of a film, and that a qualitative 
study of the motion pictures should take them all into con-
sideration. We also pointed out that a comparative study of 
the types of films would be more complete if, after finding 
out what are the types of films produced, one would also 
find out, for each given type, what films were popular or not. 
The second problem pertained to the comparison of pro-
ductions of different countries and periods according to a 
precise factor. We tried'to demonstrate that it was hardly 
possible to draw a ·conclusion that would be valid relying on 
such a factor. 
Finally, we mentioned what were the possible subjects 
of a cross-culture and cross-period study of motion pictures, 
giving some examples of what have been done in some of those 
subjects. 
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APPENDIX 
For a better comprehension of certain parts of my 
present study I will list here the films that I had originally 
sampled for the purposes of my ucross-culture and cross-
period content analysis of the motion pictures." As I said, 
the countries I had chosen were u.s.A., England and France, 
and the periods were War, Immediate Post-War and After-War, 
respectively represented by the years 1943, 1946 and 1953. 
The sampling of the films was based on their quality or 
importance, as attributed each year in each country ~y the 
critics, awards and annual "pollstt of many kinds. 
First, here is a list of my main sources of reference 
in establishing my sample. 
United States:Academy Awards; 
Academy Award nominations; 
New York Critics' awards; 
National Board of Review's choices of the 
best films of the year. 
Sources of those data were mainly "The Year Book of 
Motion Pictures" and "The Motion Picture Almanac," of the 
years 1943, 1946 and 1953. 
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England: 
France: 
I established the sample of British films 
according to the periodicals: THE PENGUIN FILM 
REVIEW, SIGHT AND SOUND and SEQUENCE; and to 
the books: FILM, by R. Manvell and TWENTY 
YEARS OF BRITISH FILMS. 
The sample of French films were based on some 
periodicals: the weekly L 1ECRAN FRANCAIS, the 
monthly REVUE DU CINEMA and CAHIERS DU CINEMA; 
and on some books: CINEMA 53 A TRAVERS LE MONDE; 
7 ANS DE CINEMA FRANCAIS; 50 ANS DE CINEMA 
FRANCAIS, and CINEMA DE FRANCE. 
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~: 
1946: 
U. S. A. 
SHADOW OF A DOUBT 
THE OX BOW INCIDENT 
FOR WHOM THE BELL TOLLS 
CASABLANCA 
WATCH ON THE RHINE 
AIR FORCE 
THE MORE THE MERRIER 
HOLY MATRIMONY 
THE HARD WAY 
LASSIE COME HOME 
MADAME CURIE 
THIS IS THE ARMY 
HEAVEN CAN WAIT 
BATAAN 
THE MOON IS DOWN 
THE KILLERS 
DIARY OF A CHAMBERMAID 
A WALK IN THE SUN 
MY DARLING CLEMENTINE 
ANNA AND THE KING OF SIAM 
THE BEST YEARS OF OUR LIVES 
THE YEARLING 
THE RAZOR'S EDGE 
NOTORIOUS 
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1946 (con): THE GREEN YEARS 
NIGHT AND DAY 
THE LITTLE FUGITIVE 
JULIUS CAESAR 
LILI 
FROM HERE TO ETERNITY 
SHANE 
THE ROBE 
ROMAN HOLIDAY 
STALAG 17 
THE MOON IS BLUE 
HANS CHRISTIAN ANDERSEN 
THE LIVING DESERT 
MOG.AEO 
LITTLE BOY LOST 
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1943: 
~: 
1953: 
-
ENGLAND 
LIFE AND DEATH OF COLONEL BLIMP 
NINE IviEN 
SAN DEMETRIO, LONDON 
THE GENTLE SEX 
MILLIONS LII\E US 
WE DIVE AT DAWN 
DEMI;.;PARADISE 
THE MAN IN GREY 
GREAT EXPECTATIONS 
A MATTER OF LIFE AND DEATH 
THE OVERLANDERS 
SCHOOL FOR SECRETS 
I SEE A DARK STRANGER 
THE RAKE'S PROGRESS 
MEN OF TWO WORLDS 
THE CAPTIVE HEART 
THE HEART OF THE MATTER 
THE TITFIELD THUNDERBOLT 
MOULIN ROUGE 
GENEVIEVE 
THE MAGGIE 
TOP SECRET 
THE MAN BE'IWEEN 
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1943: 
-
11.!§: 
1953: 
FRANCE 
LES VISITEURS DU SOIR (THE DEVIL' S ENVOYS) 
GOUPI-MAIN-ROUGES (IT HAPPENED AT THE INN) 
LES ANGES DU PECHE 
LE CORBEAU (THE RAVEN) 
L'ETERNEL RETOUR (Ttffi ETERNAL RETURN) 
LA SYMPHONIE PASTORALE (PASTORAL SYIVIPHONY) 
L 1 IDIOT (THE IDIOT) 
LA BELLE ET LA BETE (BEAUTY AND THE BEAST) 
LA BATAILLE DU RAIL 
FARREBIQUE 
LE PERE TRANQUILLE (MR. ORCHID) 
LES PORTES DE LA NUIT (GATES IN THE NIGHT) 
JERICHO 
LE RIDEAU CRAMOISI 
LES VACANCES DE M. HULOT (MR. HULOT 1S HOLIDAY) 
LE SALAIRE DE LA PEUR (THE WAGES OF FEAR) 
RUE DE L'ESTRAPADE 
MADAME DE ••• (THE EARRINGS OF MADAME DE ••• ) 
ORIN BLANC (WHITE MANE) 
THERESE RAQUIN 
LES ORGUEILLEUX (THE PROUD AND THE BEAUTIFUL) 
LE BLE EN HERBE (THE GAME OF LOVE) 
J1JLIETTA 
LE BON DIEU SANS CONFESSION 
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